defines African architecture in terms of the primitive or in terms of building technology per re also leads logically to a limited perspective which can only speak of shelter. That this attitude still prevails is evident from a recent collection of essays entitled Shelter in A f r i~a .~ These approaches have severely restricted the development of a true understanding of the African architectural phenomenon. They account, in great measure, for the failure of the Western world to admit its very existence. But more than mere oversight and ignorance, they are the progeny of a marriage between conceptual fallacy and Western ethno-and egocentrism. Traditionally, the West--ern world circumscribed architecture in terms of permanent, monumental, public structures which could be documented in time and space. Courses in architectural history were (and still are) divided by subject matter into a chronology which began with the written word. Preliterate or nonliterate societies were, until recently, not considered respectable residents on the typological plateau of "civilization" established by Western thought, because the written word was used as a critical measure. During the second half of the nineteenth century the Western world, inspired by Darwinian theories of evolution, engaged in numerous attempts to establish an evolutionary model for the range of disciplines which comprise world knowledge. The various efforts to classify the races and cultures of mankind and its achievements into an evolutionary model were paralleled by typologies which classified architectural efforts into an evolutionary sequence. Viollet le Duc's The Habitation ofMan Through the Ages and the Paris Exposition Universelle of 1889 became the models for Sir Banister Fletcher's "Tree of Architecture" and Bemis and Burchard's The Evolving House.' 6. Paul Oliver, ed., Shelter in Africa (New York, 1971) , is a collection of essays on the architecture of various African peoples. The irony of the term "shelter" is most striking on the dustjacket of the book, where the title is superimposed on a color photograph of one of the most spectacular examples of West African architecture: the intricate arabesque bas-relief fagades bursting with symbol and meaning on Hausa building fagades in northern Nigeria. (New York, 1948) , p. iii; A. F. Bemis and John Burchard, The Evolving House, 3 vols. (Cambridge, 1933 ). Fletcher's classic text on architectural history on which every aspiring architect of the first half of the twentieth century was weaned, condescendingly accorded three pages in a thousand to the whole field of vernacular architecture, and hardly many more to the entire non-Western, nonclassical world.
The Exposition Universelle of 1889, while better known for its Tour Erffel, also boasted a large-scale exhibition on the bank of the Seine River, entitled "The Evolution of Architecture and Habitation." Its subject matter included examples of the "primitive" level of earlier stages in evolution from the newly colonized, far-flung The study of the visual arts in the Western world has traditionally been divided into sculpture, drawing, painting, and architecture. Consequently, when the arts of Africa began to attract world attention at the turn of the -century, not only was the architecture of Africa further divorced from the other visual arts, but it was in turn robbed of its meaningful elements. The feverishly increasing pace of colonial expansion in West Africa coincided with a search for new forms of expression in the art world. It was hardly coincidence that the fauvist movement which initiated twentieth-century Primitivism was born in France, since at the turn of the century France was more actively involved in African colonization than any other Western nation, and by 1900 she was in control of the major sculpture-producing regions of the African continent. Increasing numbers of "artifacts" and curios pilfered and pillaged during the decades of colonial expansion appeared in European museums and bistros, inspiring Picasso, Modigliani, and others.* But, while one might carry off sculpture and decorative art for display to the Western world, architectural elements are more difficult to transport. Early in the nineteenth century, the museum-piece collecting, archaeological mania, focussing on the classical world, successfully carried off such segments. Despite their weight, Egyptian obelisks, Greek architraves, and Roman columns, severed from their sites, could be transported. In an architecture composed primarily of vegetal or earthern materials, as was the case in Africa, only wooden elements were removable: carved wooden columns, plaques in wood or metal, decorative roof pinnacles, doors, doorposts, doorframes, and locks, all architectural components, were removed from their contextual surroundings and reclassified as sculpture.
The absence of transportation facilities on the African continent further contributed to misinformation and misinterpretation. Although wooden, metal, terra-cotta, and even stone elements might be carried down from the inland savannahs to the Guinea Coast and shipped by boat to Europe, their size was limited to what could be carried by man since transport, until well into this century, still depended upon human portage. In fact, until the turn of the century, few Europeans had even penetrated beyond the coastal rain forests. The European image of West African architecture was thus heavily conditioned by observation of only a narrow strip of tropical coastline. The savannah city exotic societies, presumably affording a contrasting diorama to the glorious achievements of Western civilization and technology which the Eiffel Tower symbolized.
8. See Robert Goldwater, Primitivism in Modern Art, rev. ed. (New York, 1967) , for a detailed exposition on the development of of Djennk in Mali for instance, a mediaeval entrepat on one of the tributaries to the Niger River equal in import to Timbucktu, was not accurately located on a European map until 1893 when the French conquered the city. When earlier explorers such as Renk CailliC, Heinrich Barth, and Anne Raffenel did traverse the interior, their interpretive drawings and renderings could only convey egocentric impressions, since photography as an accurate reporting tool was still in its infancy, and the use of photographs in publication was a late nineteenth-century de~elopment.~
In the early twentieth century, interest in African arts went hand in hand with the European art world's search for a new theory and new forms of artistic expression. The increasing interest in African architecture today can also be explained in part by a revolution in architectural theory and the current reevaluation of concepts and definitions for the discipline. In contrast to the traditional classical stance which severely restricted the field to singular, monumental edifices, recent architectural thinking has begun to reflect the broader frame of man-built environments generated by current concern with the total spectrum of man's relationship to the world around him. The essence of recent interpretations, pioneered by architectural critics, historians, and practitioners such as Allsop, Rudofsky, Rapoport, Alexander, Jencks, Baird, and Norberg-Schulz, rests on the basic assumption that architecture includes the total manbuilt environment and its quality derives from "man's identifying himself with what he builds, using it as a means of self-expression. . . ."lo By considering a universal frame in which man's delimitation and enclosure of space not only defines his physical needs butjustifies his raison d'e"tre as well, then all aspects of the man-built environment may be viewed in the context of aesthetic expression and the boundaries of architectural definition can be extended and redefined. Such an approach permits us to view the African materials in true and accurate perspective, to accord them a recognized place in the universal framework, and to discard the narrow, denigrating boundaries which previous typologies have imposed upon us.ll Indeed, it is no coincidence that the authors cited above, almost without exception, have illustrated their theoretical position not only with examples from the field of vernacular architecture in general, but from the African world in particular.
An understanding of African architecture requires specific examination of the physical, technological, sociocultural, and politico-economic environments which constitute concrete reality. But it is also essential that one consider the process whereby man, as a thinking, symbolmaking animal, abstracts those realities into a meaningful and ultimately religious or symbolic schemata of architectural philosophy. Phrased another way, the physical environment provides the raw material of concrete space, the technological environment provides man with the tool kit to manipulate available material resources, and the sociocultural, politico-economic environments provide the framework for restructuring the natural environment into a man-made one. The distinction between shelter and architecture rests precisely on differentiating between real, concrete space and philosophic, existential space. Ultimately, it is the changing pattern of their interrelationship over time which constitutes the fabric of architectural history.
T h e Concrete Environment
Sub-Saharan Africa encompasses the widest diversity and range of physical settings. By extension, the architectural forms created on its landscape are equally diverse and complex. Imagine for the moment a longitudinal axis following the Greenwich meridian from Accra, Ghana, through Timbucktu, Mali, in West Africa. The trace would cut across a series of horizontal climatic belts: humid rain forest near the coast, a derived woodland savannah inland gradually becoming a grassland savannah and finally turning into a semiarid desert (Fig. 2 ) .
The climate of the humid coastal rain forest belt, where there is little temperature change between day and night or even between wet and dry seasons, calls for a shelter with a maximum of cross ventilation to ensure bodily comfort. To achieve such a design, the indigenous coastal builder will strive to incorporate some variant of louvered or natural openings into the house he builds . Bamboo walls simulating openwork screens are designed to encourage air circulation. Floors are often raised high off the ground on platforms to catch the ocean breezes. The traditional rectangular building form found in the rain forest is, by virtue of its easy adaptation to a cardinal orientation, more suited for the exploitation of cross breezes. Early British and French colonial settlers and administrators, recognizing the merit of indigenous solutions to climatic comfort, emulated them by raising their expatriate mansions high above the ground and by developing a wall system composed of louvered doors and screened verandahs. Many examples can still be seen in Abidjan, Accra, Lagos, and Dakar. The inland savannah climate by contrast is composed of a brief annual rainy season and a long, dry season during which the dessicating desert harmattan winds blow down from the Sahara. The daily temperature change may be as high as 30 to 350 Fahrenheit. Savannah climates require a solution which can cut the cold and biting winds and at the same time provide a cool respite from the intense heat of the midday sun. The earthen roundhouse with its insulating walls can accumulate and store the heat of the day for evening comfort ( Fig. 5) . The circular form, in contrast to the rectangular, helps to concentrate thermal radiation in a central, enclosed, interior space. Rather than strive for maximum ventilation, the savannah builder will shun window openings and limit the single door opening to the smallest possible dimension so that the thermal properties offered by the thick earthen walls will be maximized.
It has been suggested that an African residence is no more than the physical projection in space of the social organization of the family which inhabits it.I6 By extension, the location of family compounds and homesteads on the landscape, forming nucleated or dispersed settlements as well as urban centers, is itself a sociogram of the kinship groups which have established their territoriality on the terrain. The plan of a West African compound will reveal to the careful observer not only the size of the occupant group as a whole, but the precise hierarchical and jurisdictional relationships which exist among its members, male and female, young and old. The distribution of cooking spaces will reveal the relationships between wife (wives) and husband, between children and parents, defining areas of responsibility and territoriality as well as ownership of or jurisdiction over crops and livestock. The disposition of room units will reflect not only the relationships between residents but their relationship as a whole to the extended homestead which they farm (Fig. 12) .
The compound residence is also unique in its kinetic quality, reflecting the changing relationships which the domestic cycle of family life undergoes during its lifespan. As the viable family grows with the acquisition of spouses and offspring, the compound expands by the addition of new, enclosed, or clearly demarcated extensions in space. Nonpermanent building materials are particularly well suited to accommodate such change over time. Eventually, as members of the extended family unit leave, die, or establish new economic and/or social ties elsewhere, these changes are again easily accommodated by physical alteration. Room units will be abandoned, left to crumble back to earth; the personal spaces will realign themselves to accommodate the changing human relationships.
The physical and social environments which have been considered above in turn structure the prevailing systems of building technology. The technological environment is itself conditioned by the "available tool kit." It is their tool kit which enables people to utilize the available natural resources. As has been suggested elsewhere in reference to Roman architecture, technology can also become the handon the tent "skins." The prevalence of textiles in the architectural repertoire of the nomadic peoples of sub-Saharan Africa was clearly illustrated in an exhibition of African textiles at the Museum of Modem Art in New York in 1972. A number of the textiles on exhibit were, in fact, floor coverings and wall hangings: the architectural components of a mobile architecture. The way in which they are hung, forming a tent fa~ade, can be seen in Ren4 Gardi, African Crafismen (Wabem, 1970) maiden to new architectural imageries." Building technologies therefore, in combination with building materials, are directly related to the creation of architectural forms. Under building technology, one ought to consider not only the tools themselves but the specialization of skills, the division of labor, and distinctions between individual and communal building processes. Their relationship to each other is critical to an understanding of the development of African architecture.
The building process in sub-Saharan rural Africa is a communal process. The construction of a new domicile or compound involves not only the owner but members of his extended family as well as the community at large. But the owner is the master builder only for his own compound; the building skills are in the hands of all participants, so that the owner of each new compound will in turn be his own architect. In the savannah, for example, the earth is brought by the men and boys from the adjacent borrow-pits; water is carried by the women for mixing the earth into proper workable consistency; and kneaded mud is then formed into spherical, conical, or cylindrical balls and handed up to the owner-the "architect-masonwwho sets them, coil fashion, in place. The prescribed division of labor between men and women is not mere chance, but reflects the more basic division of labor which characterizes many rural African societies. Jurisdiction over the earth relates to the agricultural responsibilities assumed by male members of the community whereas water carrying and provision relate to the domestic domain, a woman's responsibility.
The traditional method of earthen construction in the West African savannah is a wet-mud process called banco, closely related in concept to that of coil pottery. Coil pottery is also the basis for earthen granary construction. The structural strength of a round drumlike form derives from the continuity of its circular wall. Consequently, there are few openings, for structural as well as climatic reasons. Again, windows are nonexistent and the small round or oval doorways are cut into the wall after it has been erected, because otherwise the wall would collapse. The flat, earthen terrace-roofs built by the Kassena, Tallensi, Lobi, Gurunsi, Somba, and other Voltaic-speaking peoples serve to further strengthen the wall system. However, the flat, earthen roofs are possible only in areas where strong timbers, needed to carry the heavier, earthen roof load, are easily obtained.18 The more common solution is a conical thatch roof which utilizes the grasslands vegetation and requires fewer, lighter members.
Although banco construction continues to be the norm -for rural housing in the savannah, it is often used concurrently with an earthen brick, cast in a rectangular mold and dried in the sun. The cast, sun-dried brick has replaced both banco construction as well as spherical handmolded bricks in the traditional West African urban centers such as Segou,
18. Flat terraced roofs not only create problems of roof drainage but necessitate a system of parapet walls. Among some peoples, the flat roof carries meaning above and beyond that of function, and is socially prescribed for particular members of the extended family.
DjennC, Timbucktu, and Gao. As a basic building unit, the spherical brick dictates a curved wall: it is technically impossible and conceptually illogical to create a rectangular building form with spherical brick units. On the other hand, the introduction of a cast, carpentered brick leads to an entirely new spatial concept: cubism. Whereas the rectangular building forms of the rain forest might very well have resulted from or been dictated by vegetal materials, the rectangular buildings which appeared with increasing frequency in the savannah urban centers resulted from the introduction and diffusion of a new form of building block from Islamized North Africa, via the centuries-old transSaharan trade (Fig. 13) . It is no coincidence that it is precisely in those urban centers created by the trade that the carpentered brick is the norm.lg
Although the cast earthen brick is becoming increasingly more common, it remains a sun-dried brick. Very rarely does one find kiln-dried bricks in West Africa: their use was and continues to be limited to the urban milieu.20 The absence of kiln-dried bricks can perhaps be accounted for by limited environmental resources, the nature of the specialization of labor in rural Africa and the absence of any need for concrete permanence. To fire an earthen brick requires an abundant fuel supply, but as has already been suggested, fuel is in scarce supply ~recisely in those areas where earth is the primary building material. The limited fuel supply is more critical for the blacksmith's smelter than for housebuilding which by its very nature makes no demands for longevity beyond the normal lifespan of the house residents. The single major advantage of kiln-dried bricks is their permanence.
In those instances where bricks and other, secondary building elements are kiln-dried, they are made and fired by the women potters, who in turn are also the wives of the 20. It should be noted that the absence of kiln-dried bricks is in sharp contrast to the abundance of terra-cotta pottery and sculpture which archeological investigation has begun to uncover in Africa. The only area which has so far revealed a concentrated use of kilndried brick is the Chad region, the site of a number of urban concentrations developed by the Kanem-Bornou empire. J.-P. Lebeuf, Archiologie Tchadienne (Paris, 1962).
blacksmiths.21 Again, just as it is the women who carry the water needed in bunco construction, their socially assigned responsibility for domestic fuel collection accounts in some measure for their specialized role in pottery making-and by extension, the firing of bricks. The domestic foundation -of this labor specialization persisted so strongly that, despite numerous attempts by the French to introduce and encourage the use of brick kilns in order to obtain a more durable building unit, they were unsuccessful in almost all instances. The French-introduced brick kilns apparently threatened the balance of the traditional division of labor. Furthermore, they were associated in peoples' minds with either the blacksmith's smelter or the potter's kiln, both symbols of a tightly structured, supranaturally endowed caste system. In the eyes of the prevailing, indigenous social order, permanence was far less critical than potential social disruption. On the other hand, the newly emergent urban society, which also carried within itself the seeds of a specialized building skill, was able to integrate the new technology into its system without disruptive consequences.
The division of labor and the traditional patrilineal, exogamous family structure which prevails in much of sub-Saharan sedentary agricultural life has further ramifications for the creation of architectural forms. In patrilineal societies, not only do the men build communally, but it is also they who exercise jurisdictional rights over the residence, rights validated through genealogical and ancestral ties. Construction expertise is transmitted socially along the male lineages. Alternatively, it is the women, both those who marry into the community and those who eventually leave it upon marriage, who individually apply the finish to walls, and then the surface design. Again, this division is an extension of their domestic responsibility. As a consequence, although traditions of building construction tend to be conservative and change very slowly, the decorative surface elements of the architecture are more sensitive to changing imageries, because the women are involved in more frequent and diverse social interaction resulting from exogamous marriage patterns.22
In contrast to the sedentary savannah peoples, the norm among a number of nomadic peoples such as the SonghaiDyerma, the Fulani, and the Tuareg is a matrilineal society.
21. In cities of the Inland Niger Delta, such as Goundham and Djenn6, the women potters make and fire small paving bricks, water spouts, and clay pipes as well as the large clay pots used to line wells and water closets.
22. Emst Fischer, The Necessity of Art (Baltimore, 1963) , p. 153, has suggested that "forms which evolve from collective work processes-forms which are social experience solidified-tend to be extremely conservative."
Once again ownership of, and control over, the domicile dictates the shape as well as the rate of change in the architectural imagery of it. The tent is owned by the matriarch of the family unit. Although the men will install the post(s) which establishes the center point of the tent, the women not only weave the mats and textiles which make up the tent "walls," but it is they who also erect the tent structures. In some instances, such as among the Wogo, a Dyermarelated people in Niger, where a sedentary life-style has gradually begun to replace the traditional nomadism, the tent itself is literally encased in earthen walls erected by the men of the community. A transfer of ownership occurs, so that while the tent itself, in the form of a canopy bed, continues to belong to the wife, the stationary earthen shell is the husband's property.23
The gradual specialization of skills and the increasing division of labor which occurs in the process of urbanization find concrete expression in the use of specialized building tools. The indigenous rural builder makes use of the same tool for both his daily agricultural activities and housebuilding. The same adze is used to ridge and furrow his fields and to break up the clods of earth used in constructing his house. The same clay pots used to carry and store water for cooking are used to carry water needed to mix the clayey mortar. The hands are the tools which form and shape the spherical, conical, or cylindrical building blocks. But in those instances where an acknowledged group or caste of builders practice their metier, such as the bari of the Inland Niger Delta or the rnaduga of northern Nigeria, one also finds special tools used only in building construction. The yar bundi, the baramin, and the sasire are the mason's hallmark. These specialized tools, travelling hand in hand with a discrete building skill, are components of a newly emergent technological environment. The cast, carpentered brick referred to above, for instance, depends upon both new tools and new skills. Rectangular earthen construction, in turn harbinger of a new architectural imagery, could not have developed without the carpentered, rectangular brick (Figs. 1 and 14) .
The discussion so far has focussed on what are essentially elements of concrete, measurable reality in space and time. Although the focus of our attention has been West Africa, the West African reality is representative of much of the continent. In order to understand the architecture of Africa, however, it is also necessary to consider some of the philo- sophic aspects of space, aspects which, by investing the concrete, physical reality with meaning transform it into a meta-language, whose symbols communicate to user and viewer alike.
Existence
Since time immemorial, man has thought of the world as being centralized. Legends and myths of origin throughout the world attest to a belief in the "center" as a point of birth, a point of 0rigin.~4 The center takes on a sacred 24. For a major discussion of the symbolism of the "center," see Mircea Eliade, Images and Symbols (New York, 1969). quality: it is an ideal. To reach the center is to become initiated, to achieve a consecration. The center is the point from which man acquires his position as a thinking being in space. The belief, equally widespread in Africa, is often expressed concretely as a tree or pillar symbolizing a vertical world axis.
Among the peoples who inhabit the Cross River area between southeastern Nigeria and the southern Cameroon, the center of the internal courtyard of the family domicile was marked by a pair of carved wooden pillars, obaschi, chained to each other, symbolizing the primordial union which marked the beginning of the world. The communal meeting house or egbo often had a carved post or ekwom resting on a mud base located in the center of the space. This house was always built first when the village was settled, and the carved post was used as a point of reference to lay out the length of the village. Direction was established from the center (Fig. 15) .*5
According to Marcel Griaule, the Dogon in Mali structure their territorial organization in accordance with the cosmologic principle that the world developed in the form of a spiral, emanating from a center formed by three ritual fields which were assigned to three mythical ancestors. The Dogon village, itself a symbol of man, sits in the center of the spiral and is considered as an anthropomorphic en- tity.26 The plan of the compound is itself a representation of man, each of its architectural components representing elements of the human body. The architectural form of the Dogon granary is believed to embody the concrete ordering of the world: it serves as a model for the definition of geometric volume, representing the realization of an idea1.27 Since the sustenance and continuity of life depend upon the successful construction of a granary, it is imbued with meaning of the highest order.
Among the Tallensi as well as the Tayaba, the granary is located in a man's compound, the center of his universe.28 Internal walls radiate like the spokes of a wheel from its central, fulcrumlike position in space, demarcating the sacred male domain from the profane, women's subcompounds. The granary, giver of life and fertility, guarantor of continuity, is itself imbued with a life force by means of sacrifices and libation ceremonies. In this same context, a number of peoples, such as the Fali in the northern Camer- enclosed, habitable space.36 When the French came, they were encouraged to abandon their circular compounds and to substitute instead discrete, rectangular units. The need to define and enclose the internal space persisted, however, and the newly built rectangular units, grouped around the internal courtyard, were linked together with cumed walls of matting.
Among the savannah peoples, this definition of space is still more evident. Even in instances where room units do not form the wall itself, they are linked to one another by either an earthen or a mat wall system. Examples can be cited from the peoples of northern Ghana, the Mossi of Upper Volta, the Somba of northern Dahomey, and the Malinke throughout Mali. It was often been suggested that the walls 36. Edmond Bemus, "Ahouati: Notes sur un village Dida," Etudes Eburneennes, 6 (1957), 213-229.
are built as protection against marauders, both men and beasts. While this may be true in some instances, it is equally common for such walls to be seen in the light of psychological and spiritual protection. For example, when theDogon relate their myth ofthe origin ofarchitecture, they refer to the great "teeth" which were placed for protection around their dwellings, in imitation of the termites.37 These teeth, in reality the conical earthen pillars which mark ancestral presence, provide not physical but spiritual protection to the Dogon compound.
If, as has been suggested, the walls define the known from the unknown and are therefore an architectural event, the surfaces of such walls would be assigned particularly important meaning. Such walls communicate meaning to the observer, and thus the extensive surface patterns found on so many savannah compounds and residences, both in rural and urban centers, canbe easily explained. Perhaps the examples most striking to the Western observer are rapidly disappearing surface designs on Ashanti shrines (abosomjie) and palaces in Ghana, or the intricate bas-relief arabesque on the walls of Zaria, Bauchi, and Kano in northern Nigeria (Fig. 18) . Among the Kassena, the entire surface of the exterior circumference compound wall is covered by a striking bold black-and-white geometry. Among the Bamileke, major dwelling units such as those of chiefs and age-set groups are surrounded by a ring of carved wooden pillars, pillars whose subject matter derives from their totemic pantheon.38 These pillars serve no structural purpose today, although the framing of a Bamileke house suggests that at one time they may have. Obviously, their present function is symbolic protection.
Any enclosed space, whether physical or conceptual, requires an opening: the corollary to the meaningful spatial definition of an "enclosed" space is an entrance into it. The entrance is the mediator; it-marks the point where man makes the transition between exterior and interior, between the unknown and the known. A classical example from the Western world is the Roman gateway to the city whose lintel was crowned by a representation of the twofaced god Janus. As the god of entrance into a new division of time and space, he was also the god of all going out and coming in, and his image occurred at all points of mediation between the past which was known and the new, yet unknown future. Throughout West Africa, all rites and rituals relating to change or transition in man's existence occur at the entrance. "Outdooring" or naming ceremonies announcing the birth of a child, hence its entry into life, are performed at the entrance to the compound. Funerary rites take place at the compound entrance and strangers are received in the antechamber located at the entrance to the compound. Also located at the entrance are the earthen pillars (often thought to be phallic symbols by Western writers) which mark the ancestral shrines of the lineage, confirming the existence of the compound (Fig. 19) .
A related aspect of "entrance," one illustrating the interface of myth and reality, merits further mention. Reference has already been made to the similarity between bunco construction and coil pottery with the concomitant limitation on large openings. Consistent with the erection process is the tradition of cutting openings in to the enclosed space afier the walls have been built and allowed to dry. The act follows a sequence of, first, the delimitation of a-space and second, the creation of an access into it. While it may be that structural and concrete reality account for the building process, that reality has been transposed to a higher, abstract level by the Mossi. According to their myth of origin, the first ancestor of the founding Mossi lineage descended from the sky in a house without a door.39 There was a noise inside. Those who heard it cut an opening in the house wall and found within an Earth Priest fully equipped with the accoutrements of his office. Embodied in the myth is the acknowledgement of existential space. The relationship between myth and reality clearly illustrates an interface between art and science in building.
Even a rapid, cursory glance at the West African savannah, particularly in the Voltaic and Upper Niger regions, will reveal the ubiquitous presence of man-made, conical earthen pillars. They may be found singularly or clustered at compound entrances; frequently, they are incorporated into the entranceway itself, and often they can be seen projecting, like engaged pillars, from the wall surfaces of sacred structures, such as granaries, within the compound itself. They are the hallmark of the so-called "Sudanese stylew in African architecture; more important, they are a symbol of continuity and fertility. Among the Dogon, the earthen pillar is used both to mark the ancestral shrines deep in the cave recesses of the Bandiagara cliffs and to represent the mythical ancestors of the Dogon founding lineages, in the form of earthen finials above the faqade of theginna, the residence of a Dogon elder or hogon. Among the Tallensi, tall conical pillars located at the entrance approach are symbolic grave markers, while among the Kassena two such tapering earthen pillars, enlarged, frame the opening into the compound's circumference wall. This latter pair not only symbolizes the viability of a farming unit, but mediates the transition from a profane, unknown, to a sacred, familiar realm (Fig. 20) .
Eventually, under the impetus of Islam, these same ancestral pillars were transposed not only on to the multitude of Dyula mosques found in these regions, but on to the portal fagades of Djennt's urban architecture to become the sarafa har or quoins (Figs. 21-22) . The architectural transformation was thus no more than a reflection of the way in which libations addressed to the ancestors at the threshold of the doorway were transformed into the saraka or alms giving among those cultures which adopted Islam.40 Just as Islam, in its role of urban catalyst, generated the unfolding of a new architectural imagery out of indigenous tradition, so the development of highly structured political hierarchies among the Yoruba, the Fon, and the Ashanti instigated new architectural definitions of space. Since ruling dynasties were validated by divine gift, and the political domain was in many ways the counterpart of the religious domain, there was a continuum from the sacred to the political realm. Instead of the earthen representations of genealogical ancestors, it was the mythological heritage which formed the subject matter represented on palace walls and entrances. The brass plaques on the palace walls of the rulers of Benin, the earthen bas-relief sculptures on the pillars of the Fon palace at Abomey, as well as the arabesque motifs on Ashanti shrines reflecting the rich proverbial lore of the Akan peoples, while different in form are equivalent, in concept and function, to the sarafa har on the DjennC resentation of the primordial ancestry of the Dogon clans, faqade.
carved in horizontal registers on the door itself and emThe sacred quality of the entrance is often extended, bodying the entire Dogon cosmology, by association relogically, to the means of closure itself: the door and its inforces the sacred quality of the entrance. By the same lock. The best-known example, perhaps, is the wooden token and similar logic, the wooden carved lock itself Dogon door, to be seen today in every respectable museum symbolizes the union of male and female, since fertility and collection of African sculpture. The anthropomorphic repcontinuity are the counterpart of ancestry (Fig. 23 ).
